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INTRODUCTION 

FOR THE STUDENT: This material is part of the worldwide Suzuki Method of 
teaching. Companion recordings should be used with these publications. In addi- 
tion, there are piano accompaniment books that go along with this material. 

FOR THE TEACHER: In order to be an effective Suzuki teacher, a great deal of 
ongoing education is required. Your national Suzuki association provides this for 
its membership. Teachers are encouraged to become members of their national 
Suzuki associations and maintain a teacher training schedule, in order to remain 
current, via institutes, short and long term programs. You are also encouraged to 
join the International Suzuki Association. 

FOR THE PARENT: Credentials are essential for any teacher that you choose. 
We recommend you ask your teacher for his or her credentials, especially listing 
those relating to training in the Suzuki Method. The Suzuki Method experience 
should be a positive one, where there exists a wonderful, fostering relationship 
between child, parent and teacher. So choosing the right teacher is of the utmost 
importance. 

In order to obtain more information about the Suzuki Method, please contact your 
country's Suzuki Association, the International Suzuki Association at 3-10-15 
Fukashi, Matsumoto City 390,Japan,The Suzuki Association of the Americas, 1900 
Folsom, #101, Boulder, Colorado 80302 or Summy-Birchard Inc., c/o Warner 
Bros. Publications Inc., 15800 N.W 48th Avenue, Miami, Florida 330 14, for current 
Associations' addresses. 
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New and Effective Education in Music 

Through the experience I have gained by con- 
ducting experiments in teaching young children 
for over thirty years, I have come to the definite 
conclusion that musical ability is not an inborn 
talent but an ability which can be developed. 
Any child, properly trained, can develop musical 
ability just as all children in the world have devel- 
oped their ability to speak their mother tongue. 
Children learned the nuances of their mother 
tongue through repeated listening, and the same 
process should be followed in the development 
of an ear for music. Every day children should 
listen to the recordings of the music which they 
are studying or about to study. This listening 
helps them to make rapid progress. The children 
will begin to try their best to play as well as the 
performer on the recording. By this method the 
child will grow into an adult with fine musical 
sense. It is the most important training of 
musical ability. 

Tonalization 

The word "tonalization" is a new word coined 
three years ago to apply to violin training as an 
equivalent to vocalization in vocal training. Ton- 
alization has produced wonderful results in violin 
education. It should be equally effective in flute 
and all instrumental education. 

Tonalization is the instruction given the pupil, 
as he learns each new piece of music, to help 
him produce a beautiful tone and to use mean- 
ingful musical expression. We must train the pu- 
pil to develop a musical ear that is able to recog- 
nize a beautiful tone. He must then be taught 
how to reproduce the beautiful tone and fine 
musical expression of the flute artists of the 
past and present. 
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Important Points in Teaching 

1. "What is the best way to make a pupil enjoy 
learning and practicing?" This is the principal 
problem for the teacher and parents, that of mo- 
tivating the child properly so that he will enjoy 
practicing correctly at home. They should dis- 
cuss this matter together, considering and examin- 
ing each case in order to help the child enjoy the 
lessons and practice. They should be sensitive to 
the State of mind of the child. Forcing the child 
every day, saying, "Practice, practice, practice", 
is the worst method of education and only makes 
the child hate practicing. 

2. In addition to daily practice at home, the pu- 
pil should listen to the recording of the piece 
he is learning, every day and as often as possible. 
This should be habitual. Progress will be very 
rapid. Six days a week of practice and listening 
at home will be more decisive in determining 
the child's rate of advancement than one or two 
lessons a week. 

3. The pupil should always play without music 
at the lessons. This is the most important factor 
in improving the pupil's memory. It also speeds 
up the pupil's progress. 

Instruction in music reading should be given 
according to the pupil's age and capability. It 
is very important for the pupil to learn to read 
music well, but if the child is forced to read 
music at the very outset of his study, and always 
practices with music, he will, in performance, 
feel quite uneasy playing from memory and there- 
fore will not be able to show his full ability. 

In acquiring a skill, ability grows through daily 
habit. In learning his mother tongue, the child 
begins to read only after he is able to speak. 
The same approach should be followed in music. 
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Music reading should be taught only after the 
child's musical sensitivity, playing skill, and mem- 
ory have been sufficiently trained. Even after 
they have acquired the ability to read music, 
however, the children as a rule play from memo- 
ry at all lessons. 

4. When a pupil gets to the stage where he can 
play a piece without a mistake in notes or finger- 
ing, the time is ripe for cultivating his musician- 
ship. I would say to the child, "Now you are 
ready. We can start very important work to de- 
velop your ability", and then I would proceed 
to teach beautiful tone, fine phrasing, and mu- 
sical sensitivity. The quality of the pupil's per r 
formance depends greatly on the teacher's con- 
stant attention to these important musical points. 
The following point is very important. When 
the child can perform piece A satisfactorily and 
is given a new piece, B, he should not drop A 
but practice both A and B at the same time. 
This procedure should continue as new pieces 
are added. He should always be reviewing pieces 
that he knows well in order to develop his ability 
to a higher degree. 

5. Mothers and children should always watch pri- 
vate lessons of other children. This is an added 
motivation. When the child hears music played 
well by other children, he will want to be able 
to play as well, and so his desire to practice 
will increase. 

Lessons should vary in length according to 
the need of the child. The attention span of the 
child should be taken into account. If the small 
child is able to concentrate only for a short 
time, it is better to shorten the lesson time until 
he is more adaptable. At one time the lesson 
may be only five minutes, at another, thirty 
minutes. 
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Preparatory Exercises 

1. Posture 

Stand erect with legs about one foot apart. 
The center of gravity must be around the base 
of the big toes. Keep the tegs, torso and head 
erect. 

2. Breathing and breath control 

1 . Practice to firm stomach muscles while seated 
with your feet parallel to the floor. 

2. Open your throat fully, and inhale a very 
large amount of air, until you can feel a big 
column of air from your lungs to the bottom 
of your abdomen. 

3. After you inhale fully, hold your breath and 
allow air pressure to build up behind the lips. 
Then expand the abdomen so that air pres- 
sure may work on the diaphragm. 

4. Exhale a very small amount of air to keep high 
air pressure behind the lips, keeping your 
abdomen expanded. 

3. Whistling 

An oboe has double reeds. Your lips are double 
reeds for a flute. Practice whistling so as to 
feel how the air flows between the lips. Then 
you will find the correct position of the jaw 
and how to use the lips. 

4. Embouchure 

Hold just the head joint with both hands. In 
front of a mirror, practice resting the embou- 
chure plate against the lower lip which was 
moved a little forward. The lower lip must 
cover about half of the embouchure hole. Now, 
try to let the air flow between the lips, pro- 
nouncing 'hwo, hwO' as you whistle. This is 
different from real whistling in that the lips 
should be slightly pulled out at both sides. 
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5. Assembling the flute 

Learn how to assemble the three parts of the 
flute by looking at the following picture. When 
you assemble the flute, do not hold the sections 
by the key rods. 
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6. Balancing the flute 

In playing the flute, you should balance it, 
using only your chin, the index finger of the left 
hand (between its second joint and knuckle) and 
the thumb and little finger of the right hand. 
You should not hold the flute with your hands 
and shpuld not push the embouchure plate 
against your lower lip, because both lips must 
always be free. Keep the elbows away from the 
body and the torso and head erect, not slumped 
forward. 



Tonalization 

1. Attack Exercise by Whistling 

Don't try to blow the embouchure hole. You 
have only to let the air flow between the lips, 
pronouncing 'hwo, hwo* as you whistle. Try to 
create soft oboe like tone color. Low Bi| is the 
easiest note to try in this way. Try to feel some 
air pressure first behind the lower lip, and then 
against the vibrative membrane of the upper lip 
while air is going out along the lower lip. The 
lip opening should be controlled by the lip 
muscle around the opening, not by the cheek 
muscle at the corner of the lips. Your throat 
is the resonance body of the flute. Your lips 
are strings. Your breath is the bowing. Let the 
tone reverberate fully in your roomy throat. 
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Exercises in low register 

Tighten and advance your lower jaw a little, and you 
tan feel the air flowing between the vibralive membranes 
of both lips while pronouncing 'hwo 1 or 'twho' with the 
broad, flat lip opening. Lips should be lightly pulled 
out at both sides, but vihrative menibranes should be 
free, broad and close to each other, fc^^n 

upper lip _fc.tf vibrative membrane 



lower lip 1- H 
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of embouchure hole. tieicni. 
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breath 



Air column is rather flat and 
going rather forward. 
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Practice both whistling hwo and spitting [who. 
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3 Kagome Kagome 
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Exercises in middle register ^-BNaooans 



Don'l try blow hard. The lip opening should be a little 
narrower and pulled at both sides a little more, and 
more elliptical by loosening your jaw Also you should 
build-up air pressure moderately behind your tongue 
Try to let air flow between the lips by more air pressure 
behind the lower lip. Never tighten the lips flat to get 
a higher note 
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